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VIOLIN STUDY 601 
Our study of HARMONY yields rich dividends when we work on material like t~at in section (a) of 
this Study. Our reading of the notes, and their technical mastery, are greatly accelerated by our recog-
nition and realization of the chord structure represented. 
For example, we see that the first measure consists simply of the tonic triad of B minor, in root 
form and inversions (see Lesson 46, HARMONY), and we think of it thus: 
Once the harmonic basis of the measure is apparent, we can thenceforth read it at a glance; we can. 
form its intervals with greater facility and accuracy; and we can memorize it with the utmost ease. 
Section (h) is not so transparent, but here again our knowledge of HARMONY can be helpful to us. 
With a little analysis, we see that the first four notes are drawn from the major triad, G- B - D; and 
we gather that the last two notes of the first measure represent the triad . A- C - E, but with the fifth 
.(E) omitted. In the same way, we may trace partial or complete chord structures through most of the 
rest of this section. 
You will find it easy to invent numerous bowing variants for use with section (a). In particular, 
try slurring it with two, four, eight and twelve notes to the stroke. The technical feature of section (h) 
is string crossings. Make as nearly imperceptible as you can, the motion of the bow in transferring 
from one string to another. 
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VIOLIN STUDY 602 
Section (a) of this Study features Position shifts on one string. Small notes have been inserted 
at various points to indicate the portamento. (See Lesson 31, TECHNIC.) 
The thirty-second notes which follow dotted sixteenth ~ests in section (h) should be very short-
unless you take. some pains with them, they are likely to sound like sixteenth notes. The chain of 
trills in measure 11 should be performed thus: 
~-., :IJJJ J J 
You will find numerous extensions in section (c). Observe the change of key from F# major to 
the enharmonic parallel, ffi major. 
(b) Grave 
WBA 
'ij" I I,. 
ff 
KREUTZER 
VS-602· 4·2 
'# J!flj1tJJ1JQJJJ I J4jJjJ#JJ jJJJJ~Jjj I j@ftfrf 
6
! 
> 
VS - 602 - 4- 3 
(c) Andante VIEUXTEMPS 
'!tttt•# !fJ f £~Ir~ 1JQ I;. I tJ I FE!? l•H I a.1 J,i I 
4 ~ 1 3 fr (G) 
vs- 602- 4· 4 
eSherwood@J;lusic eSclwol ~ourses 
VIOLIN STUDY 603 
Play section (a) of this Study softly, with short strokes, and with little deviation in dynamic in· 
tensity. Apply to it the following variants: 
Section (b) should be played at the tip of the bow. Practice this section also with slurred legato 
bo~g, using four, eight, and sixteen tones to the stroke. 
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VIOLIN STUDY 604 
No matter how far we carry our music education, we must continually deal with fundamentals. 
In this Study, we are much concerned with string crossings, and the fundamental with which we must 
deal is economy of motion in transferring the bow. For example, when you are playing a passage which 
alternates between the G and the D strings, let your bow barely keep clear of the D string when it is at 
work on the G string; and keep your bow only a little way off the G string, when you are bowing the D 
string. Thus the crossings can be made quickly and smoothly. In the course of the stroke which leads to 
a crossing, always prepare for the crossing by bringing the bow close to the string to which the transfer is 
to be made. 
In addition to playing this Study according to the slurring indicated, practice both sections with vari-
ous numbers of tones to each stroke of the bow. 
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VIOLIN STUDY 605 
Use the martele stroke on the loud detached tones in section (a) of this Study, and spiccato on 
the soft detached tones. (See Lessons 35 and 39, TECHNIC.) In the course of crescendos or dimi"nr 
uendos which lead from soft detached tones to loud detached tones, or vice versa, change gradually 
from one form of bowing to the other by modifying the vigor of your stroke. Notes marked with dashes 
are to be played with a broad legato stroke . (See Lesson 7, GENERAL THEORY.) 
The single detached tones in section (b) should be played spiccato, and the slurred detached tones 
should be played with the flying staccato. (See Lessons 35 and 47, TECHNIC.) 
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VIOLIN STUDY 606 
Various kinds of detached bows can be used effectively in your practice of this Study. 
Apply to it at different times the marca.to, the martele (or martellato), and the detache (both grand 
and petit). See Lesson 39, TECHNIC.) 
These strokes differ from one another chiefly .as to the amount of bow used, the vigor of accentua-
tion and stroke, and the abruptness with which the stroke is brought to a halt. 
Taking these factors in different degrees and in combination with one another, you will find that 
you have a wide range of fascinating effects with which to experiment. 
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VIOLIN STUDY 610 
This Study is a cadenza composed by P. Marinus Paulsen for the Beethoven Violin Concerto, which 
is available to students of the Sherwood Music School Violin Course as Composition No. 847, in the 
Catalog of Additional Compositions. 
You will find this cadenza valuable practice material because of the variety of its technical and in-
terpretative aspects, none of which are new to you. When you undertake the study of the Beethoven 
Violin Concerto, you will, of course, have occasion to make use of this cadenza in your performance. 
Like the Concerto itself, this cadenza is not an item to be mastered in a short time. You will find it 
most profitable to study it for awhile, lay it aside for a time, take it up again; and so on,indefinitely. 
~#@ u u u u ) 3 3 3 A 
A 
116 J A A u u u 3 ll1 13 3 d 7 -7- 7 ;D J) p f 
Copyright 1938 by A . J . Llewellyn . Imp erial and Int ernational Copyright Secured 
All r ights r es erved for all countrie s, inclllding the right of tr aw, lat ion 
Printea ia u. s. A. 
A 
J) 7 J y Ji 7 I 
vs- 610-il-2 
8------------- loco ~4 : 1:i;:; . 
,~ft p Uzf r f r er HJ lJ J j 1 J ~5 J. ffJ j J J ~ ~ q~ I 
. 1~32~ 
~ti ritard ,,_-- ~ 
vs- 610-3-3 
eSherwood <2M',usic ~clwol C2@ourses 
VIOLIN STUDY 620 
The cadenza is always one of the most exciting moments in the performance of a concerto. 
Toward the end of the first movement, the orchestra subsides, and the soloist embarks unaccompanied 
upon a fairly extended display of his technical and interpretative powers. The material of the cadenza. is 
drawn from themes previously used in the concerto. The style and facility of performance are intended 
to command the admiration of the listener in a greater degree, perhaps, than the playing of any other 
part of the composition. 
The cadenza is a sort of diverting bypath along which the soloist and his listeners dally for a time. · 
At length, this bypath leads back to the highroad of the composition proper; and soloist and orchestra. 
join force s again to bring the composit ion to a brilliant conclusion. 
In some instances, cadenzas are left to the improvisation of the performer. Often they are written 
into the concerto by the composer. Sometimes they are written by composers for concertos byothercom-
p()Sers . 
This Study consists of cadenzas written by P. Marinus Paulsen for the Violin Concertos of Brahms 
and Paganini. The technical problems presented are too diverse for detailed diseussion, but in the light 
of the training you have received thus far, you will find none of them especially difficult. The Brahms 
Concerto is available to students of the Sherwood Music School Violin Course as Composition No. 848, in 
the Catalog of Additional Compositions; the Paganini Concerto is likewise available as Composition No. 
866, in the same Catalog. 
P. MARINUS PAULSEN · (a) Cadenza for the Brahms Violin Concerto 
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(b) Cadenza for the Paganini Violin Concerto 
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VIOLIN STUDY 651 
"'When the first finger of the left hand is put down on a string, and when the fourth finger is put 
down at the same time on the string adjacent to the right, the two fingers normally span one octave, 
as for example: <n: A) 
' : i 
When the interval of a tenth is to be produced on adjacent strings, the fingers must be stretched 
beyond their normal span. The necessary stretch should be made not only upward with the fourth fin-
ger, but also downward with the first finger, so that, for technical ease, the excess distance may be 
divided between the two fingers. This is. particularly necessary for small hands. 
Thus, when playing the first tenth (ffi- B) in measure 6 of section (a), the hand should have the 
same fingerboard location as for the octave illustrated above, but the first finger should stretch down-
ward to G, and the fourth finger should stretch upward to B, as shown below: 
(D- A) 
4 ~• # ~ .il. # u ~0 
If you will keep this technical principle in mind when playing tenths, you will find that they pre-
sent no special difficulty. 
Double stopping in smaller intervals is featured in section (b). Pay careful attention to correct-
ness of intonation, and to even division of the weight and pressure of the bow between the strings used 
in double stops. 
Allegro 
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VIOLIN STUDY 652 
In this Study, you have another excellent oppunwlity to improve your-intonation and increase the . 
accuracy of' your finger placement, through the practice of broken chords and double stops. Make the 
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VIOLIN STUDY 653 
In your practice of section (a) of this Study, your chief aim should be to make your string crossings 
smoothly, with no waste motion on the part of the bow. Watch your intonation with particular care wher-
ever chromatic stopping is required, and make sure that the pitch of the frequently reiterated tones is not 
permitted to change. 
Delicacy of phrasing is the chief problem in section (h). (See Lesson 43, INTERPRETATION.) A 
pattern is formed in the first measure which is repeated many times. Observe that the first beat of the meas-
ure is played crescendo, the last two beats decrescendo. Send the bow off the string for the rest at the end 
of the measure, and take care to make the last sixteenth note of the measure very brief and very soft. 
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VIOLIN STUDY 654 
The notation of this Study _must be studied with more than usual care, to discern the interpretative 
effects which are intended. Much depends upon delicate adjustments of time values, upon pauses, and 
upon clear distinctions between legato and staccato tones . . 
· The last slur fu the first measure should be taken with a sweep of the whole bow, the bow being . 
sent off the string. Follow the same procedure for similar slur groups throughout the Study. 
Watch for and observe carefully the slight pauses indicated by thirty-second rests. Play the last 
note of each slur preceding such a rest, very lightly, so that the slur has a diminuendo effect. 
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VIOLIN STUDY 655 
How are we to know whether the staccato tones in this Study are to be pl~yed with ordinary stac-
nato bowing, or with the flying staccato? 
The marks of expression give us our answer to this question. We see that we are asked to play 
"loudly, rapidly, fierily." We might play rapidly enough with flying staccato, but not loudly or fierily, 
as the effect of the flying staccato tends to be soft and light. So we know that a "firm" or "solid"sta.ccato 
is needed. (See Lesson 18, TECHNIC.) In many cases like this one, you will find that the effect indi-
cated by the dynamic markings determines the technical means to be employed. 
Play your staccato well toward the tip of the bow, and apply considerable pressure. 
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VIOLIN STUDY 656 
Keep your metrical pulsations moving evenly and steadily in this Study; in other words - play in 
strict time. The diversity of rhythmic patterns will require you to give some special attention to time 
values in order to do this . Count four to the measure at first-one count to each eighth note. 
At (a) below, you will find the correct version of the time values for the grace notes in measure land 
at similar points elsewhere. The short trills in measure 25, and in other measures, should be played as shown 
at (b). 
Consult Les son 32, GENERAL THEORY, on acciaccaturas, as found in measure 2 and many other 
measures. Observe carefully the fact that in many measures (see measure 1, for example) the stroke of 
·the bow must be momentarily interrupted for sixteenth rests. 
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VIOLIN STUDY 660 
The principal difference between bouncing arpeggios and the ricochet is that the bouncing arpeg-
gios move back and forth across the strings in a regular pattern, whereas the ricochet is more often 
confined to one string. (See Lessons 46 and 47, TECHNIC.) 
In this Stu,dy, these two forms of bowing alternate regularly with one another. 
As you will quickly see, the first two groups in the first measure are bouncing arpeggios; the 
next two groups are ricochet; the next two groups are bouncing arpeggios again; and so on, to the 
concluding measures. By this time you will have discovered the close similarity of all forms of the . 
b01Jllcing_ how .. 
You will doubtless find it helpful to play this Study at first with legato bowing, three notes to a 
slur. \Yhen you can do it this way in a rapid tempo, you will be ready to make use of the bouncing strokes . . 
Observe that most of this Study is to be played softly. 
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VIOLIN STUDY 670 
In this Study, two expressive melodies must be carried along at the same time, each having con-
siderable individuality. 
To develop an appreciation of the full content and import of each voice, play the upper part by 
itself a number of times , then play the lower part alone several times. Thus, when you join the two 
voices , you will be better able to give each its due . The fingering Which you use in playing the two 
melodies separately will, of course, be different from that indicated for their simultaneous perform-
ance. 
The fundamental points of technic to be observed in double stopping are set forth in Lesson 27, 
TECHNIC, and you will be sure to find a review of that Lesson helpful. Above all else, take care that . 
the w eight and pressure of your bow are evenly divided between the two strings at all times, and that 
your muscles are w ell relaxed. 
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